Surrealism is an attitude toward life, even more than a literary and artistic movement. It aspired to no less than the remaking of man and the world by reintroducing "everyday" magic and a new idealization of the Female. In many respects, its goal was spiritual renewal. This enterprise was most prominently successful in the domain of poetry and painting. The major spokesman for the movement, Andre Breton, disliked the novel. Nevertheless, the members of the movement and their associates made numerous ventures into prose fiction, with notable results. Four types of fiction are delineated: the neo-Gothic romance; the adventure diary of "magic" experience-this one being probably the most typical of all the kinds of narrative invented; the erotic (or pornographic) récit, and the linguistic extravaganza, in which language becomes the major instrument of sorcery. In many ways, the Surrealist "experiment" could be characterized as an attempt at the liberation of languages. This observation raises a number of questions about the impact of Surrealism on subsequent developments in French fiction (and the theatre), as well as upon its impact on Western fiction in general. The conclusion drawn is that Surrealist fiction has been a major contribution, a pioneering effort, in the shaking up of narrative concepts and techniques in the second half of the twentieth century. STCL, Volume 20, No. 2 (Summer, 1996) the first time to bring about a partnership between Marx/Lenin and Freud. Roger Shattuck speaks of a "triad of forces" that beset and Literature, Vol. 20, Iss. 2 [1996] (Summer, 1996) later as "l'humour noir" 'black humor,' a term that has had a long history throughout the twentieth century and which is still very much alive and kicking. One might put it this way: the Surrealists found out that there was also malice in wonderland; and they put it to good fictional use. And there is another ingredient of Alice that was to endear the book not only to James Joyce but to a number of the Surrealist writers and poets, namely the play of language, the puns, the verbal intricacies and the nonsense that proliferate in Lewis Carroll's looking-glass.
profoundest ambition was to remake the world by restructuring man and by transforming society-Orphic and Promethean at the same time. The liberation of man was to subvert that much-revered French (and Western) addiction to Reason (Descartes was the principal bete noire); the more recent enemy was bourgeois materialism and the resultant dehumanization that had brought on the carnage of the First World War. The transformation of man was to be a return to the "marvelous," specifically the "merveilleux quotidien" 'the magical component' in everyone's everyday life: dreams, spontaneity, play, and the free and open creativity of the Unconscious, which was understood as the core of authenticity, the center of desire, the seat of love and ecstasy, and the source of visionary reality. You might call this an aesthetic version of Freud; and on the political level, you would have to center on Marx and revolutionary politics. As a matter of fact, Surrealism deserves the credit for having attempted for the first time to bring about a partnership between Marx/Lenin and Freud. Roger Shattuck speaks of a "triad of forces" that beset and characterized Surrealism: politics, science, and the spiritual (42). The science may be the weakest part, if it is understood as referring to the natural sciences: the Surrealists were much more strongly drawn toward the biological and psychological sciences, particularly if you are willing to extend that terrain to marginal science such as alchemy and the experimental quasi-sciences that date back to the later eighteenth century (in actual truth, they go back as far as the early Renaissance), which are generally known as "occultism." Occultism, in a very real sense, provides the link between the scientific and the spiritual here, as well as the diachronic connection between Surrealism and Romanticism. Here are Shattuck's useful notations: "Occultism, objective chance, the revival of the chivalric and Arthurian traditions of erotic love, magic, and alchemy, the cult of the supernatural in womanall these unstable items fed a faith that had unmistakable elements of transcendence. . . . The word with which the Surrealists tried to conjure so often, le merveilleux, belongs to a sustained attempt to find spiritual values in everyday life"(44). There is more than a little of "spilled religion" in Surrealism, just as there had been in Romanticism; in this instance, it is primarily spilled Catholicism from pedigreed French precursors (with strong leanings toward the erotic and demonic): Baudelaire, Rimbaud, Lautreamont, and Huysmans. In this sense, Surrealism is relentlessly and unmistakably "modern."
But the Surrealists favored painting and poetry; they tried to conquer the Parisian stage in the 1930s, unsuccessfully, but they did make an attempt, their most vigorous and radical champion being Antonin Artaud. Yet they did not care for the novel. They saw it as a trivial and pedestrian, a vehicle for crudely "realistic" notation; they liked to quote the famous dictum of Valery, with whom they had nothing else in common, that "La marquise sortit a cinq heures" `The marquise went out at five o'clock' wasn't worth putting down on paper. Nor did they like the kind of psychological analysis in which Stendhal and Proust excelled; that was too Cartesian for them. Breton, in 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] , Art. 9 https://newprairiepress.org/sttcl/vol20/iss2/9 DOI: 10.4148/2334-4415.1399
Un balcon en for& Andre Breton's Nadja (1928) , Surrealist fiction discovers itself. Of the two, Nadja is the more conventional: it reminds the reader more of certain traditional fictions, particularly the eternal-feminine romance. Its most illustrious French ancestor is Gerard de Nerval's "reve de la vie" Aurelia (1854), a thinly disguised autobiographical account of the author's "descent into Hades" (lapse into madness) and redemption through the agency of a woman, who is both real (Jenny Colon) and mythical (Eurydice, Isis). The main section of Nadja follows this Nervalian pattern: the "magical" encounter with a charismatic woman; in this instance, her name is Nadja, the commonly shortened version of the Russian name Nadyezhda, meaning "hope," just as the name Aurelia had suggested "dawn," a new life, to Nerval. As a matter of fact, both texts are latter-day derivatives of Dante's Vita nuova and of Beatrice. Nadja is a clairvoyante, a fortune-teller, who opens up new spiritual vistas for the narrator, who is explicitly Andre Breton himself and she effectively transforms him into a new being She defines herself as "l'ame errante" 'the errant soul' (81). The basic formula of the book, then, is quite simple and very much in the heritage of troubadour poetry and romance: metamorphosis of the psyche through the magic efficacy of the Female. The more distinctively modern, i.e., Surrealistic, component of Nadja lies in the fact that the events are located in a contemporary-a "real " -Paris, easily recognizable not only from the descriptions but also through a description-saving device, namely a number of actual photographs of places and things mentioned in the texts. Breton, in a foreword to the revised edition of Nadja, speaks of the "imperatifs anti-litteraires" (6), thereby justifying his contempt for descriptive fiction as shown in his first Manifesto. Anna Balakian observes of the pictures that they are: both a concession to the reader and an integral part of the physical format of the work itself. The concession, however, is superficial: the photographs dramatize the disparity between static reality and the "convulsive" beauty with which it is endowed through the poetic vision. (110) The effect of this combination of text and photos is a bit uncanny: on the one hand, the photographic reality of the text is being affirmed and at the same time abrogated by the events; or better: transcended. The narrative in effect says over and over again: Reality is in front of our noses, let us begin with that; but behind it, there is a surreality, a greater or deeper or higher reality, to be discovered; once discovered, it will renew us. "II se peut que la vie demande etre dechiffree comme un cryptogramme" 'It may be that life asks to be deciphered like a cryptogram' (131). This central portion ofNadja, written in the form of a journal, quite effectively dissolves the conventional distinctions we may make (on whatever philosophical basis) between empirical and psychical reality and between realistic fiction and romance. But Breton is in some respects too much of a theorist of Surrealism and too much of a Frenchman to be content with mere exemplification. The "marvelous" experience of Breton is framed by an introductory essay of some length and a short epilogue, both reflecting the experience and extracting a philosophicalaesthetic conclusion from it. In other words, Nadja is also meditative and didactic-and that is by no means unusual in narrative romances. Like so many works from Dante's Vita nuova onward, it hovers on the edge of allegory, in the sense that it functions like an Annunciation. Or at least that is what it strives to be: in certain ways the quest is not successful in the long run. Nadja is compared to Melusina (123, 147) , the most elusive nymph of mythology; and toward the end, after the time of the events has become blurred, Breton admits that they no longer get along. He then adds: "A vrai dire, peut -titre ne nous sommes-nous jamais entendues, tout au moins sur la maniere d'envisager les choses simples de ('existence" 'In truth, perhaps we never agreed, at least not on the way to envisage the simple things of existence' (155) . Either Breton's erotic expectations are not fulfilled by Nadja, or they are not attainable at all. Yes, there has been an invasion of magic and mystery into daily life thanks to Nadja, but it has fallen short of the miracle (157). This disappointment may account for the need for analysis that follows. Its ultimate message, revealed in the final line of the narrative, is "La beauty sera 6 Studies in 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] , Art. 9
https://newprairiepress.org/sttcl/vol20/iss2/9 DOI: 10.4148/2334-4415.1399 CONVULSIVE ou ne sera pas" 'Beauty will be CONVULSIVE or it will not be' (187). That startling perception constitutes one of the main aesthetic tenets of the Surrealist movement: the discovery of beauty as spontaneous, fulgurant; and also physical and orgiastic: the sudden revelation/transformation of reality into something rich and strange, and the sea-change of the experiencing self into a new corporeal and spiritual being. That, in essence, is the definition of the Surrealist experience and its aesthetic, whether directly or consciously borrowed from Breton or not: it is visible in all Surrealist pictures and discoverable in all Surrealist literature.
Breton went on to enlarge the notion of convulsive beauty in a later autobiographical narrative, a sort of sequel to Nadja, entitled L 'amour jou (1937) , in which the key phrase goes as follows:
II ne peut, selon moi, y avoir beaute-beaute convulsive-qu'au prix de l'affirmation du rapport re ciproque qui lie l'objet considere dans son mouvement et dans son repos. . . . La beaute sera erotique-voilee, explosante-fixe, magique-circonstancielle ou ne sera pas.
According to me, there cannot be beauty-convulsive beautyexcept at the price of affirming the reciprocal relationship linking the oject considered in motion and at rest. . . . Convulsive beauty will be erotic-veiled, explosive-stable, magic-circumstantial or it will not be. (25) (26) Convergence of opposites: one of the cherished goals of Surrealism: the restoration of the harmony between the natural and the supernatural, but this time (unlike the Middle Ages) with its energies centered in man and radiating outward (not upward) to transfigure humanity itself. The source of this dynamic is love, understood here as a form of exalted, ecstatic madness: poetry, in short.
The other work of fiction under consideration, Le paysan de Paris, moves (both works are narratives-in-motion!) in a similar direction as Nadja; yet it is the more original of the two with respect to structure and content. Like Nadja, its framework is didactic and philosophical; the opening section is called "Preface to a modern mythology," and the concluding section is resolutely metaphysical. Its subtitle is actually "The dream of the peasant," which gives its particular kind of metaphysics (Hegelian, plus a new materialistic mystique) an oneiric, surrealistic overlay; and the reflections culminate in a series of aphoristic statements, such as the following: C' est a la poesie que tend l'homme.
II n'a de poesie que du concret.
La realite est l'absence apparente de la contradiction. Le merveilleux, c' est la contradiction qui apparait dans le reel.
Man gravitates toward poetry. There is no poetry except of the concrete. Reality is the apparent absence of contradiction. The marvelous is the contradiction which appears in the real. (248) What matters here, it seems to me, is not so much the attempt to ground Surrealism in a metaphysic of a concrete magic universal, but the construction of a Surrealist mythology around the "merveilleux quotidien." The rest is illustration and (mainly urban) landscape. The two major "demonstrative" sections of the narrative are "Le Passage de l'Opera," situated in an arcade formerly located near the Opera in Paris; and "The Sentiment of Nature on the Buttes-Chaumont," a park located in the northeast corner of Paris. It from these two vantage points that the "peasant"-the outsider, the alien, the one who sees Paris with "other" eyes-contemplates the urban spectacle and develops his "mythologie en marche" `mythology in motion' (143). More than that: this mythology is concretized in a landscape, a set of Surrealist tableaux, so to speak. 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] The vice known as Surrealism is the unsystematic and passionate use of the narcotic image, or rather the uncontrolled provocation of it for its own sake and for whatever unforeseen upheavals and metamorphoses it renders visible; for every image, whenever it strikes, forces you to revise the entire Universe. And every man has an image which, in coming to light, will obliterate the entire Universe. Perhaps no definition of Surrealism, not even Breton's, so clearly underlines the element of deregle (borrowed from Rimbaud) and of the "automatic" spontaneity, as well as the importance of images, their transformational impact on the beholder, and the destructive-constructive rhythm that characterizes the entire movement.
These two works, then, achieve something that was perhaps implicit in Surrealism from its very inception: a narrative structure that moves between the lyric and narration-a special characteristic and function assigned to Surrealist prose in quest of the marvelous in the everyday world. Surrealism had defined itself originally as a quest for "automatic writing," which was, so to speak, the lyricism of the Unconscious, and which quickly became a treasure chest to be ransacked for poetic images. For Maurice Blanchot, "le message automatique" is the crucial discovery of Surrealism (92). Since automatic writing had been from the very beginning the keynote and the rallying-cry of Surrealism, one is left with the question, one that Surrealist poetry could bypass but which Surrealist narrative could not avoid for very long: If automatic writing is the way of using language authentically (i.e., unconsciously), language becomes valorized in a new way; as Blanchot says, automatic writing becomes a weapon ("machine de guerre") against reflection and against language itself, inasmuch as language is the instrument whereby reflection can take place. And at the same time automatic writing uses that very language and celebrates it, so that as a result language becomes a different kind of knowledge. Blanchot concludes this thought by saying that for the Surrealists there comes a 11 point "oil le langage n'est pas le discours, mais la reality meme, sans toutefois cesser d'être la reality propre du langage, ou enfin l'homme touche a l'absolu" 'where language is not discourse but reality itself, without however ceasing to be the very reality of language, where at last man makes contact with the absolute' (93). In the first Manifesto, prose as yet had no particular function, except the classical one of serving for argumentation, polemical and theoretical discourse: prose was the vehicle for manifestos. In Le paysan de Paris and Nadja, the quest for the surreal took the form of a narrative that described that quest and also commented on it, developed a theory. 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] , Art. 9 https://newprairiepress.org/sttcl/vol20/iss2/9 DOI: 10.4148/2334-4415.1399
There is no real distinction here between prose and poetry: exploration has marvelously turned into ecstasy. And at a later point, metaphysics and love become fused, and the devices used are genuinely poetic: alliterative (at least in the original) as well as rhythmic. More than that: there is also a new vigor in this narration. Landscape, fauna, and flora have merged into a special kind of erogenous topography, the "zone" ( fulfillment. This kind of writing is essentially repetitive (a feature that it shares with pornography) and joyless, a quality that we also detect in the Marquis de Sade's works. For Bataille, the major interest lies in the conjunction of the homo erectus (in both senses of the word) and the solar disk, which in man finds its corporal analogues in the anus and in the pineal (penile?) body of the brain. We have here a weird and pathological transformation of Descartes into something scatological, blasphemous, and violent; it leads to fanciful analogies, such as the notion of the "Jesuve," a conglomeration of self ("je"), Vesuvius (volcanic craters are equated to anuses of the earth, which explode into violence); and of course the blasphemous reference to Jesus in the midst of all this. "C'est ainsi que l'amour Story of the Eye 1928) there is an elaborate constellation of spherical and oval shapes, which are constantly blended into one another: eyes, eggs, testicles, the sun's disk, and so on. Here the sequence of images works like a ceaseless chain of transgressions (not merely transformations) whose impulse is an obsessive provocation of "normalcy," propriety, decency-all the criteria of rational or monotheistic humanity. In general the spirituality of the Surrealists and their associates stands in a problematic relationship to Catholicism; most of the Surrealists were lapsed Catholics or atheists. Bataille is a diabolized (i.e., upside-down) Catholic, strongly drawn to evil and prone to Gnostic formulas:
Si nous abandonnons aujourd'hui ouvertement le point de vue idealiste, comme les gnostiques et les manicheens l'avaient abandonne implicitement, l'attitude de ceux qui voyaient dans leur propre vie un effet de l'action creatrice du mal, apparait meme radicalement optimiste. (I 224) If today we overtly abandon the idealistic point of view, as the Gnostics and Manicheans implicitly abandoned it, the attitude of those who see in their own lives an effect of the creative action of evil appears even radically optimistic. (48) In his preface to the short fiction "Madame Edwarda" (1935) Bataille states that "this story brings God into action in the plenitude of his attributes; and this God, nonetheless, is a common whore, who is in every way equal to other whores." But what mysticism has not been able to say (at the moment of saying it, it lost its strength), eroticism can utter:
Ce recit met en jeu dans la plenitude de ses attribute, Dieu luimeme; et ce Dieu, neanmoins, est une fille publique, en tout pareille aux autres. Mais ce que le mysticisme n'a pu dire (au moment de le dire, it defaillait), l'erotisme le dit: Dieu n'est rien s' n'est pas depassement de Dieu dans tous les sens; dans le sens de l' etre vulgaire, dans celui de l'horreur et de l' impurete;
A la fin, dans le sens de rien. . . .
God is nothing if he is not the bypassing of God in all senses [directions] ; in the sense of the vulgar being, in the sense of horror and impurity; finally, in the sense of nothing . . . . (3: 12) 14 Studies in 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] The fourth and final category of Surrealist fiction may be the most interesting, the most durable. The very idea of "dictee de la pensee, en l'absence de tout controle exerce par la raison" 'automatic writing' proposed by Breton in his first Manifesto, "thoughtdictation, in the absence of any control exercised by reason" (37), implied a problem of articulation, not only as far as the narrative was concerned, but of language, itself. Raymond Queneau was one of the first writers associated with Surrealism to tackle the colossus of language. His novels, beginning with Le Chiendent (The Bark Tree 1933) are in the wild bacchanalian or carnivalesque mode, in which "anything" goes: colloquialisms, slang, neologisms, linguistic absurdities, polyglot deformations of spelling (for example, "ouaterproufe" `raincoat'; "coquetele" `cocktail'; "mouvize" 'movies'; and other such tidbits). Queneau realized fully that the gap between spoken language, and written French was in a sense unbridgeable, ludic as well as ludicrous; that is to say, spoken slang is not really intended to be written down and becomes comic, rather and Roger Shattuck thinks of it as an "experiment," that is to say a set of experiences and adventures. It was a serious quest for "profane illumination" (Benjamin 179) . Its impact was strong and has remained vital throughout the twentieth century, and especially in France. Virtually every French poet that came to prominence after the second World War was marked by the Surrealists in some way: Rend Char, Francis Ponge, Henri Michaux, Aime Cesaire, and many others. In the theater, which Surrealism failed to conquer in the thirties, we can chalk up a belated victory in the case of the so-called Theater of the Absurd: it seems to me that Ionesco was exactly the kind of playwright that the Surrealists were looking for and didn't find; and Artaud's "theater of cruelty" found its most worthy apostle in Jean Genet (who is too complex to be described as a Surrealist, but who shared with them, and with Ionesco, a profound distrust of Western theater). Perhaps it is only in painting that Surrealism spent itself and had no immediate successors. But one could say that, as with Cubism, even Expressionism, the success of Surrealism was sealed into the styles of painting dominant after the Second World War. In film, which despite appearances lends itself splendidly to "magical" effects, the achievement of Buftuel remains solid, and many other filmmakers (Bergman, Fellini) have a healthy instinct for the non-realistic possibilities of the medium.
But let us return to fiction. The common denominator in all the varieties of Surrealistic fiction that I have outlined above is the dissatisfaction with the novel as it existed in the nineteenth and early twentieth centuries. One 
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Studies in 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] that, globally speaking, realism has been the exception, the aberration (albeit a brilliant one!), and that Surrealism did no more than to redress the balance. In an age which has elevated the prestige of fiction, and the demand for it, above the lyric and above the dramatic, the Surrealists had to find their way into narrative sooner or later. They may not have produced great masterpieces of fiction (Artaud called for "No more masterpieces!"), but they helped to free language of its age-old rationalistic accretions and thus to prepare the path for a variety of the fictions to come.
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